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Thisisaninterim reportonacontinuingprojecttoreconstructthecompleterepertoireof
solopiecesforbiwa琵琶 (lute)recordedincolectionsoftablaturenotationthatsurvivefrom
eighthtothirteenth-centuryJapan.Theperformancepracticeofthissolorepertoirewaslostin
themedievalperiod.Reconstructedperformancesofalimitednumberofthesepieceshavebeen
giveninDecember2012,March2014,March2017(Tokyo)andSeptember2017(Shanghai),anda
studiorecordingofseventeenofthepieceswasmadeinMarch2018(Tokyo),withthecooperation
ofthebiwaplayerNAKAMURAKahoru中村かほる.Thisreportfirstsurveysthesourcesofmusic
notation,theirrepertoiresofsolopieces,andthetuningsusedinthem.Itthendiscussesissues
thathaveproventobeespecialyproblematicintheprocessofpreparingtheresultsofthedeci-
phermentofthenotationsforstageperformance,andpossiblehintsforsolvingthemtobefound
bothinthescoresthemselvesandcontemporarywritingsonmusic.Inaddition,asinglescene
fromtheearlyeleventh-centurynovelGenjimonogatari(TheTaleofGenji)isexaminedfromtwo
perspectives:thefirstpointsoutacommonmisunderstandingininterpretingthetextofthe
novelcausedbythelossofknowledgeofthesolorepertoire;andthesecondspeculatesthatan
offhandcommentmadebyoneofthecharactersinthescenemayhavebeentakenadvantageof
bymusiciansinlateryearstostampauthorityonacomparativelynewdevelopmentintheir
tradition.
Earlybiwascores,theirsolorepertoires,andtunings
TheJapanesebiwaorgaku-biwaisavarietyofEastAsianlute,afour-stringedinstrument
withbentneck,thatarrivedinChinafromwesternAsiaviatheSilkRoadataboutthedawnof
theCommonEra.ItbecameextremelypopularinChinabythetimeoftheTangdynasty(618
907),inbothforeign-influencedandChinesepopularmusic,whereitwasusedtoaccompany
song,aswelasinsoloandensembleperformance.ItfounditswaytoJapanprobablybythelate
seventhcentury,andseveralexamplesdatingfrom themid-eighthcenturycanbeseeninthe
holdingsoftheShoso-instorehouseonthegroundsoftheNaratempleTodai-ji.Itisstilused
today,withitsbasicconstructionhardlyaltered,intheperformanceofJapanesetogaku(・Tang
music・)andtoaccompanythecourtsonggenresaibara.
Therepertoirerecordedinearlyscoresforthebiwaismadeupofbothsoloandensemble
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pieces.HereIdealonlywiththesolopieces,arepertoirethatapparentlydiedoutattheendof
themedievalperiod,andwhichisnotrepresentedinthemodernrepertoireofgagaku.1Thesesolo
piecesareessentialyoftwotypes.Thefirstareshortpiecesusedfortestingtunings,caled
kakiawase撥合oro-awase絃合／緒合inthesources.HereIcalthese・tuningpieces.・Thesecond
arelongerpieceswithmoresubstantialmusicalcontent,caledte手,cho調,orchoshi調子.In
music-makingcontextsinvolvingensembleperformance,thesepieceswereperformedbefore
ensemblepiecesinordertointroduceordemonstratethecharacteristicsofaparticularmode,and
Ihencecalthem・modalpreludes.・Thesemodalpreludesarenamedininterestingways,some-
timeswithnumbers,sometimeswithtitlesthatseem tohaveprogrammaticsignificance,and
sometimeswithboth.Forexample,thetitleofthesecondmodalpreludeintheOshikituningis:
Ni-no-teKyusen二手 丘泉,whichtranslatesas・ModalpreludeNo.2,Mountainspring.・
Theoldestnotationforthebiwasurvivesfrom 747orbefore,andthereareexamplesof
notationfrom eachsucceedingcentury.Figure1listsonlyscoresthatincludeeithertuning
pieces,modalpreludes,orboth.Inanearlierarticle,Ihaveprovideddetailedcommentaryon
eachthesesourcesandtheforminwhichtheysurvive,i.e.originalorlatercopy(Nelson2012a).
Itshouldbenotedthatthesecondsource,theBiwashochoshi-bon,includestuninginstructionsfor
aconspicuoustotalof27tunings,someofwhicharestatedtobeidentical,andshorttuningpieces
for23ofthem.Thetuningpiecesarenotsharedbyanyoftheothersources,however,andare
soshortthattheygiveusverylittletoworkwithformusicalanalysis.2 Twopreviousstudiesof
thetuningpieceshaveproducedgreatlydifferingresults,andasatisfactorysolutionmayremain
elusive(Nelson2012a:(10).Thetuningpiecesinthissourcehavebeenexcludedfromconsidera-
tioninthisreport.
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Figure1 Earlyscoresforfour-stringedlutepipa/biwa琵琶 withnotationforsolopieces
Nameofscore Compilerand/ordate
Tenpyobiwa-fu
天平琵琶譜
Afragment(6columns)ofnotationonthereverseofadocumentdated747,in
thecolectionoftheShoso-in.
Biwashochoshi-bon
琵琶諸調子品
Acolectionoftuningsandshorttuningpiecestransmittedfrom theChinese
lutemasterLianChengwu廉承武 tohisJapanesestudent,Fujiwarano
Sadatoshi藤原貞敏 (80767),atYangzhou揚州 in838.
Nangubiwa-fu
南宮琵琶譜
Acolectionof・secretmodalpreludes・(hishu秘手)compiledonimperialorder
byImperialPrinceSadayasu貞保親王 (870924,theNangu南宮 Prince)in921,
forhisstudent,ImperialPrinceAtsumi敦実親王 (893967).
MinamotonoTsunenobu-
hitsubiwa-fu
源経信筆琵琶譜
A colectionoftuningpiecesandmodalpreludes(17),andtogakuensemble
pieces(18),inthehandofthepolitician,poet,andmusicianMinamotono
Tsunenobu源経信 (101697).
Sangoyoroku
三五要録
Acolectionofthecompletebiwarepertoirecompiledbythepolitician/musi-
cianFujiwaranoMoronaga藤原師長 (113892,Myoon-in妙音院).Scrol2gives
notationforatotalof45tuningpiecesandmodalpreludes.(Seechartofcon-
tentsinappendix.)
Sangochuroku
三五中録
AcolectionofnotationsforeverydayusecompiledbyFujiwaranoTakatoki
藤原孝時 (1189/901266),sonofMoronaga・sstudentFujiwaranoTakamichi藤
原孝道 (11661237).SolopiecesinScrol1.
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Figure2showsthenumberoftuningpiecesandmodalpreludesineachofthesourcesunder
discussion,classifiedaccordingtotuning.Therearethreemaintunings,Fukojo,Hen-pukojo,and
Oshikicho.Afourthtuning,Hen-oshikicho,isidenticaltoOshikicho,butadifferinguseoffrets
givesOshikichoaritsu律,orminor,modalcharacter,whileHen-oshikichohasaryo呂,ormajor,
modalcharacter.Forreferencepurposes,pitchesforthetuningsofeachthefourstringsare
givenaccordingtothepitch-preciseaccountinScrol2ofSangoyoroku,detailedinFigure4
below.Thismaynotnecessarilyapplytoaloftheearliersources.InFigure2,ColumnAindi-
catesthenumberoftuningpieces,whileBindicatesthenumberofmodalpreludes.Itisimpor-
tanttonotethatasignificantnumberoftuningpiecescanonlybefoundfrom thetwelfth-
centurySangoyoroku.Weknowfrom manyworksofliteraturethatkakiawasetuningpieces
wereperformedinearliercenturies;itmaybethatthesepieceswerepartialyimprovisedor
passeddownprimarilyinanoralfashion,andthatthecompilerofSangoyoroku,Fujiwarano
Moronaga,broughtthemtogetherinthisformforthefirsttime.
Forthepurposesofthereconstructionofthelostrepertoire,Iamworkingcentralywiththe
sourcethatincludesthelargesttotalnumberoftuningpiecesandmodalpreludes,namelyScrol
2ofSangoyoroku.Twochartshavebeenappendedtothisreport.Appendix1liststhecontents
ofScrol2ofSangoyorokuwithnotesonmodalusageineachpiece;eachpieceisgivenareference
number(01to45)andthefourmodalpreludesknownespecialyas・secretpieces・aremarkedwith
stars.Appendix2identifiescorrespondencesinthecontentsofthemodalpreludes,infourscores
fromTenpyobiwa-futoSangoyoroku.
Thenotationtobefoundinthesescores,likethatoftheothergagakuinstruments,iswritten
inverticalcolumnsfromrighttoleftacrossthepage.Itismadeupofseveraldifferenttypesof
signs,whichcanbedividedintothreeclasses,accordingtofunction:
1. Primarytablaturesigns.Thesesignsindicateopenstringsandfingeringpositions,and,once
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Figure2 Numberoftuningpiecesandmodalpreludesintheearlybiwascores
Tuningname Fukojo
風香調
Hen-pukojo
返風香調
Oshikicho
黄鐘調
Hen-ohikicho
返黄鐘調
Seicho
清調
Sojo
双調
Hyojo
平調
Takubokucho
啄木調
Total
Tuning(s) Acea
Bdf#b
GAdg
ABea
(dead')
EBea EBea Beeb
F#BBf#
Adea F#Bea GGdg
(orAAea)
modetype ritsu ryo ritsu ryo ritsu ryo ritsu ryo(ritsu)
A B A B A B A B A B A B A B A B A B
Tenpyobiwa-fu 1 1* 1 1*
Nangubiwa-fu 0 4 0 4 0 4 0 2 0 14
Tsunenobu-hitsubiwa-fu 0 5 0 6 0 2 0 2 1 0 1 1 2 16
Sangoyoroku 7 7 6 9 6 3 2 1 1 0 1 0 1 0 0 1 24 21
Sangochuroku 5 6 5 7 5 2 2 1 1 0 1 0 1 0 20 16
A＝Tuningpieces(kakiawase/o-awase);B＝Modalpreludes(te/cho/choshi).Anasteriskindicatesthatthenotationis
incomplete.
atuningisestablished,pitch.Theytaketheform ofChinesecharactersorabbreviated
versionsofthem.Theprimarytablaturesignsaresometimeswrittensmalandtotheright
intheverticalywrittencolumnofnotation.Thisindicatessoundingwiththefingersofthe
lefthandratherthanwiththeplectrum;largetablaturesignsaresoundedwiththeplectrum.
2. Secondarytablaturesigns.Thesesignshavemeaningsrelatedtorhythmandmeter,espe-
cialyconcerningtherelativedurationsoftheprimarytablaturesigns,bymeansofhalving
ordoublingthedurationofthebasicunit,whichisrepresentedbyanunmodifiedprimary
tablaturesign.
3. Tertiarytablaturesigns.Thesearesignsofagraphicintentthatrelateprimarilytoperfor-
mancetechniques,suchasupstrokes(retroflexstrokeswiththeplectrum),arpeggios,vibrato
andthelike.
Althoughthereissomevarietyintheformstakenbytheprimarytablaturesigns,thereislittle
probleminidentifyingthemandestablishingwhateachofthemsignifiesintermsofitsposition
onthefretlayoutoftheinstrument(Nelson2012a:(4).AsFigure3shows,themajorityofthe
primarytablaturesignsofthebiwaaresharedbythemouthorgansho笙.Thisrelationship
providesuswithanumberofinterestinginsights.Forinstance,ifwerelatetheabsolutepitches
ofthepipesindicatedbytheshotablaturesignstothetablaturesignsofthebiwa,wecomeup
withatheoreticalbiwatuningofBead',thatis,withthestringstunedinperfectfourths.While
thistuningmayhavebeenusedinChina,andduringtheearliestperiodofperformanceinJapan,
thereisnotraceofitinanyoftheJapanesesources.Thereis,however,atuningusedtodaythat
isexactlyonefourthlowerthanthis:F#Bea.Currentlyitisusedfortogakupiecesinthemode
banshikicho.
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Figure3 Tablaturesignsandpitch:therelationshipofthemouthorganshoandthelutebiwa
(Nelson2009:111)
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Needlesstosay,onaninstrumentwithmultipletuningsliketheEastAsianlute,knowing
whichpositiononthefretsystem aparticulartablaturesignsignifiesisnotenoughtoknow
whatpitchisintended.Theinstrumentappearstohavealwayshadmultipletunings,andthese
tuningsandtheirnameshaveundergoneanumberofchangesduringthelonghistoryoftogaku
inJapan.Figure4givesthetuningsandthemodestheyareusedfor,assetoutinScrol2of
Sangoyoroku.Sincethisscrolincludesnotationforatotalof45tuningpiecesandmodalpre-
ludesinthesetunings,wecanassumethatthetuningsystemsgivenherereflectcontemporary
performancepracticeofthelatetwelfthcentury.Thereareeightnamedtuningsystems,butalso
whatappeartobeinconsistencies.Asidefromtheidentityintermsofbothrelativeandabsolute
pitchofOshikichoandHen-oshikicho,whydosomeofthetuningnames(Oshikicho,Sojo,Hyojo)
matchmodenames,butnevercoincidewiththem?
Asaresultofthelossoftherepertoireforsolobiwa,andthedifficultnatureoftherelation-
shipbetweenthetuningnamesandmodenames,manypassagesinclassicalliteraturehave
becomeopaque,andareoftenmisinterpreted.Hereasingleexamplemustsuffice. Genji
monogatari,knowninitsEnglishtranslationsasTheTaleofGenji,isanearlyeleventh-century
novelthatincludesmanyscenesofmusicmaking,bothpublicandprivate.Soloperformanceis
especialycommononthestringinstruments.HereIquotefrom thechapterentitledYadorigi
宿木,whichRoyalTylertranslatesas・TheIvy.・Thisisanexcerptfrom thelatterpartofthe
novel,afterthedeathofthemaincharacterHikaruGenji,inwhichtwoyoungmenengageina
rivalryoverthreesisters,daughtersofanimperialprincewholivesinUji,aplacesomedistance
southofthecapital.Oneofthemen,Niou,isanimperialprince,thesonofGenji・sdaughter,while
theother,Kaoru,isknowntotheworldasGenji・sson,butisinfactthesonofGenji・snephew.
Here,NiouplaysthebiwaforNakanoKimi,oneofthesistersandnowNiou・swife.Sheisirri-
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Figure4 BiwatuningsinScroll2ofSangoyoroku
Biwatuningname琵琶調絃名 Modename調子名 Tuning調絃
Fukojo風香調 Oshikicho黄鐘調 Acea
banshikicho盤渉調 Bdf#b
Hen-pukojo返風香調 sojo双調 GAdg
suicho水調 ABea
Oshikicho黄鐘調 hyojo&seicho平調・性調 EBea
Hen-oshikicho返黄鐘調 taishikicho&kotsujikicho大食調・乞食調 EBea
Seicho清調 hyojo平調 Beeb
banshikicho盤渉調 F#BBf#
Sojo双調 ichikotsucho&sadacho壹越調・沙陀調 Adea
Hyojo平調 banshikicho盤渉調 F#Bea
Takubokucho啄木調 (nonegiven) GGdgorAAea
ThischartsetsouttheinformationontuningsgiveninScrol2ofSangoyoroku:thenamesofthetunings;themodeor
modesinwhichaparticulartuningisused;andthepitchesofthestringsoftheinstrumentinthatmodeormodes.Since
(asshowninboldtype)thenamesofsomeofthetuningsarethesameasthenamesofsomeofthemodes―despitethe
factthatthetwonevercoincide―thenamesofthetuningsarecapitalizedtodistinguishthemfromthemodenames.
tatedwithhimbecausehehasbeenspendingmoretimewithanew,youngerwife.Niou,forhis
part,isjealousofNakanoKimi・scontinuedfriendshipwithKaoru,suspectingthatthereissome-
thingmoretotherelationship.Oneeveninginlateautumn,asthewinddisturbstheautumn
grassesinthegarden,Niouplaysthebiwa(underliningadded).
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くらうたげなり。 新編日本古典文学全集『源氏物語』5:46567（小学館、1997）
(wakapoem)...he［Niou］murmuredashesatthereplayingabiwa,wearingonlyadress
cloakoverhispleasantlysoftgarments.88 Itwasapieceintheoshikimode,onesomoving
thatshe［NakanoKimi］,whoplayedthebiwa,too,couldnotlongremainangry;insteadshe
leanedonherarmresttopeerathimforamomentaroundherlowcurtain,inamannerso
appealingthatonelongedtoseemore.
88.Heisnotwearinggatheredtrousers,whichmakeshiscostumeverycasual.
Tyler,Royal,trans.TheTaleofGenji.VikingPenguin,2001.Pp.96061.
WhatTylerhastranslatedas・apieceintheoshikimode,・isactualy・atuningpieceinthe
Oshikichotuning.・ThisisnotonlyTyler・smistake,however,sincethemajorityofmodernJapa-
neseeditionsofthetalesaythesamething.First,theeditorsinvariablywritethewordfor
・tuningpiece,・kakiawase,withthewrongcharacters;itshouldbe撥合 asusedintheoldscores,
ratherthanthe掻き合はせ thatcanbefoundinalmoderneditions.Furthermore,theeditors
almostinvariablymakethesamemistakeofidentifyingoshikichoasamoderatherthanatuning,
describingitasaritsu(minor)modeonA(Abcdef#ga).Ifweinterpretthisasthenameof
atuning,however,NiouisplayinginthelowOshikichotuning(EBea);itisthereforeatuning
pieceinthemodehyojo,aritsumodeonE(Ef#gabdc#de).Themodehyojowasthoughtof
asthemodeofautumnaccordingtothegagakucosmologyofthetime,soitisespecialysuitable
forthisscene.Itseemshighlylikelythattheauthor・schoiceofthistuning―andtheresultant
mode―wasquitedeliberate.
Reconstructinglostperformancepractice:basicperformancetechniqueand
temporalaspects
Twoissuesareespecialyproblematicwhenweendeavourtoturnthenotationinthescores
intoperformablemusicforthebiwa.Becauseweknowthetuningsforeachpiece,itisasimple
mattertoreadthepitchesofthetablaturesigns.Problemsarise,however,whenwebeginto
considertemporalaspectsofthemusic:rhythm,timevaluesandtempo.Thesecondissueisthat
ofthebasicperformancetechniqueoftheinstrument.Inthemodernensembleperformanceof
togaku,itisplayedquitesparingly,withastrongdownstroke,ofteninarpeggiostyle,onthefirst
beatofeachmeasure.Whilethisarpeggiostyleisthebasictechniqueofmodernperformance
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practice,itappearsthatsuchwasnotthecaseatthetimewhenthesolorepertoirewasstilbeing
played.
Thefolowingisapassagefrom amanualforbiwaplayingcaledKokinkyoroku胡琴教録
(・Recordforlearningthebarbarianzither・),whichdatesfrom theearlythirteenthcentury.Al-
thoughwearenotsureoftheidentityofitsauthor,itissaidtorecordtheteachingsofamaster
biwaplayernamedNakaharanoAriyasu中原有安.
『胡琴教録』上より （五）柱差
師説に云はく、「柱差す手は常に握るやうに見すべき也。母指は常に二の柱の上に置く」と。
又云はく、「一絃には常に大指を障
さ
へて他の絃を弾く時一絃の響きを聞かしむべからざる也」と。
又云はく、「四絃を弾く時、一、二の緒に母指を障
さ
ふべし。響きを聞かしめざるため也」と。愚案、
清調に用いる。四絃の散声する時一、二、三の緒、皆これを消す。
（諸本に基づく筆者の校訂）
Kokinkyoroku,Vol.1 5.Pressingthefrets
TheMastersays,・Youshouldalwaysmakeitlookasifyouaregrasping(theneck)
whenyoupressthefrets.Yourthumbshouldbeonthesecondfret.・
Healsosays,・Youshouldalwayspressyourthumbagainstthefirststringsothatitdoes
notsoundwhenyouplaytheotherstrings.・
Andagain,・Whenyouplaythefourthstring,youshouldpressyourthumbagainstthe
firstandsecondstrings.Thisistostopthem from sounding.・Myidea:Useintheseicho
tuning.・Whenyouplaytheopenfourthstring,youstopthesoundofstrings1,2,and3.
*TheseichotuningisBeeborF#BBf#.Withitsoctave,unisonandfifths,sympatheticresonance
mayhavebeenaspecialprobleminthistuning.
(Translationofunpublishedtexteditedbyauthor)
Ariyasu・sexplanationisclear:heistelingus,throughhisstudent,thatcareshouldbetakennot
tosoundthelowerstringswhenthehigherstringsareplayed.Non-arpeggiowasclearlythe
basicstyleforbiwaperformanceuntilatleastthebeginningofthethirteenthcentury.
Myattemptstoreconstructpiecesofthesolobiwarepertoirebeganin2012,foraconcert
re-enactinganincidentoftheearlythirteenthcentury,whenKamonoChomei(Nagaakira),
perhapsbestknownforhis1212accountofhislifeasaBuddhistrecluse,theHojo-ki方丈記
(AccountofMyTen-footSquareHut),gatheredthemastermusiciansofhistimetogetherfora
concertof・secretpieces,・songsandlargelysoloinstrumentalpiecesforthewindsandstringsof
thegagakuensemble.Hewassoexcitedbytheotherperformancesthatheplayedthemostsecret
ofthesecretbiwapieces,Takuboku(・Woodpecker・),despiteneverhavingbeenofficialytaughtit.
Forthe2012concert,Iattemptedareconstructionofalofthesecretpiecesforbiwa,fourintotal
(Nos.14,27,28and45inAppendix1;seeNelson2013).Sincetheywere・secretpieces,・Ihadantici-
patedthatthenotationswouldbeparticularlycomplex,butIdiscoveredtomysurprisethatthe
survivingscoresforatleastthreeofthemwereveryeasytoreadintermsofrhythm,sincethey
consistentlyfolowthebasicruleofonelargetablaturesignperbeat,andareconstructedin
repeatedrhythmiccyclesofeight(andsometimesfour)beats.Rests,writtenintothenotation
19
withthecharactertei丁,comealmostexclusivelyonthelastbeatoftheeight.Thiscanbeseen
mostclearlyinthepieceJogensekijoryusen(・Flowingspringontherocksofheaven,・No.28in
Appendix1),whichisintheHen-pukojotuning.
Ifthenotationissetoutappropriately,boththerhythmiccyclesofeightbeatsandtheregular
positioningofthecharacterteiareclear.
文学部紀要 第77号20
Photograph1:Jogensekijoryusen(・Flowingspringontherocksofheaven・).InthehandofFujiwarano
Moronaga(113892),heldbytheImperialPalaceLibrary.TransmittedtohisstudentFujiwaranoSadasuke
(orNijoSadasuke,11631227),laterteacheroftheEmperorsGotobaandJuntoku,onthe19thdayofthe
intercalary4thmonth,1189(Bunji5).
Transnotation1:Theprimary(standard)versiongiveninFujiwaranoMoronaga・s1189
scoreofJogensekijoryusen(・Flowingspringontherocksofheaven・).
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Turningtotheothersolopieces,however,Idiscoveredthatthisrhythmicconsistencywas
nottobefound;itappearsthatboththetuningpiecesandthemajorityofthemodalpreludes(of
whichthe・secretpieces・areaspecificvariety)lackrepeatedrhythmiccycles;thatis,theyare
essentialyfree-rhythminnature.Sincethen,Ihavesearchedforevidenceaboutwaystointer-
pretrhythmicvalues,especialyofthelengthofrests.Twopossibilitiesareconsideredhere.The
first,althoughinitialyviewedasmostlikelytoprovideconcretehintsastoduration,mustbe
disqualifiedforthereasonsoutlinedbelow;thesecondappearstobemorevaluableatthispoint
inthiscontinuingresearchproject.
ThefirstisfromChikokuhisho知国秘鈔,acolectionofsecretteachingsonthegagakutradi-
tioncompiledbyFujiwaranoTakamichi藤原孝道 (11661237)foroneofhissonsin1229.Inthe
secondhalfofhiswork,Takamichiintroducesvarioustypesofshoga唱歌/声歌,sylablesfor
singingthemelodiesofgagakupieces,orofindividualinstrumentalparts.3 Aboutshogaforthe
biwa,hisexplanationisveryconcise,butfolowedbynotationoftwopiecesintheFukojotuning,
atuningpiece(No.01inAppendix1)andamodalprelude,Ni-no-teKyusen(No.09inAppendix1).
Thenotationgivestheshogasylablestotherightofthelutetablature.
『知国秘鈔』下（複製本）より
琵琶撥合・手などの唱哥、唐より書き置きたる事なれども、又言ひ伝へたる口伝あり。仮令、
風香調撥合（譜）
二手 丘泉（譜） （著者による翻刻を元に、私に漢字を当て、句読点を補った。）
Itistruethattheshogaforthebiwatuningpiecesandmodalpreludesweretransmittedfrom
TangChinainwrittenform,buttherearealsooraltraditionsthathavebeenpasseddown.
Forinstance:
FukojoKakiawase(TuningpieceintheFukojotuning,01) notation(right)
Ni-no-teKyusen(ModalpreludeNo.2,・Mountainspring,・09) notation(left)
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Iknowofnoearlierexamplesofshogafortuningpiecesormodalpreludesforthebiwainwritten
sources,soIfinditdifficulttointerpretTakamichi・sfirstcommentaboutwrittentransmission
from TangChina.Althoughthisnotation,ofonlytwoshortpieces,representsanextremely
limitedsample,itappearspossible,however,todrawseveralconclusionsaboutthenatureofthis
shogaforthebiwaandtendenciesinitsuseofphonologicalelements.Forthispurpose,Ihave
preparedpreliminarytransnotationsthatcombinetheshogainTakamichi・snotationwiththe
pitchesasreadfromtheversionsofthepiecesgiveninScrol2ofMoronaga・sSangoyoroku.
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Transnotation2:Sangoyoroku・FukojoKakiawase・(01)withshogasylablesforthesamepiecefrom
Chikokuhisho
Transnotation3:Sangoyoroku・FukojoNi-no-teKyusen・(09)withshogasylablesforthesamepiecefrom
Chikokuhisho
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ThecharacteristicsoftheshogarecordedinTakamichi・snotationcanbesummarizedas
folows:
1. Themorastaandchiareusedforsinglenotesplayedwiththeplectrum.
・Thereisatendencyfornotesontheopenstrings(showninthetransnotationswithde-
scendingtails)touseta,whilenotesproducedonfingeredpositions(shownwithascend-
ingtails)usebothtaandchi.
・Thistendencyisreflectedwhennotesareplayedinsuccessiononthesamestring:the
lowernotetendstousetaandthehighernotechi,sothatintermsofvowelsatendstobe
lowerinpitchthani.4
2. Themoranisaddedtotaandchiwhenfolowedbyatoneofthesamepitch,andsometimes
apitchafifthoroctavehigher,whichmayimplythattheseintervalswereunderstoodas
beingconsonant.
3. Thetwo-moraexpressionsei(perhapspronouncedshei)isusedwhentwonotesareplayed
togetherondifferentstringstoproduceaunison,withthenoteonthelowerstringstopped
andthatontheupperstringopen.
4. Notesplayedwiththefingersofthelefthanduseriorrin,andnalonewhenahigherfinger-
ingpositionishitpercussively.
5. Whilethereareonlyfewexamples,upstrokes(retroflexstrokeswiththeplectrum)areindi-
catedwiththemorachi,sothatnodistinctionismadeintheshogabetweenthesestrokesand
ordinarydownstrokes,despitethecleardifferenceintheirtimbres.
6. Moracountdoesnotappeartorelatetoduration,sinceofthefiveexamplesofshogaused
withthesecondarytablaturesignindicatingelongation(引)onlyoneistan(Ni-no-teKyusen
④).5
Beforeundertakingthisanalysis,Ihadpredicted,contrarytotheresultin6,thatmoracount
wouldrelatetoduration,andthattheshogawouldthereforeprovidevaluablehintsastothe
lengthofcertainnotes.Itiswidelyacknowledgedthatthemoranindicatesalongernoteona
pluckedstringinstrumentsuchastheJapaneseshamisen,forinstance.6 Onthisinstrument,a
strikeofthelowestpitchedopenstringisvocalizedwiththeshoga(or,moretraditionaly,
・kuchi-shamisen・)sylabletonordonforanoteoflongerduration.Thenisremovedforshorter
notes,givingtoordo.Suchappearsnottohavebeenthecase,however,withTakamichi・sshoga
forthebiwa.
Thesecondtypeofevidenceforinterpretingrhythmicvaluescanbefoundamongvarious
annotationsaddedtothenotationofthesolopiecesinSangochuroku,athirteenth-centuryscore
compiledbyanotherofTakamichi・ssons,Takatoki.TheseannotationstoFukojoNi-no-te
・Kyusen・supplyinformationaboutthelengthofrestsusingdotsthatapparentlyhavethevalue
ofonebeat.Anexplanationofthiscanbefoundinanannotationtoanothermodalpreludeinthe
samescore,FukojoShi-no-te・Seicho・風香調 四手 生超:
以朱切句一拍子許延之 丁字所ハ両三拍子延之云々
Thereddotsbreakingup[thecolumnofnotation]areonlyonebeatlong;tei丁 indicates
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lengtheningoftwoorthreebeats.
Themonochromereproductionmakesitdiffi-
culttodistinguishthereddotswithinthecol-
umnofnotation;oneexamplecanbeseen,for
instance,afterthefirsttablaturesign(八)ofthe
thirdcolumnofthenotation(ignoringthefirst
columnontheright,whichgivesthetitleofthe
modalprelude).Thesecondarytablaturesigntei
丁appearsrelativelyoften,dividingthenotation
intolongermusicalphrases.Someoccurwith-
outdots;othershavebetweenoneandthree
dotstotheirright,apparentlyindicatingthe
lengthofrests.Ifanunmodifiedteiindicatesa
restofonebeat,onewithonedotmightsignify
twobeats,onewithtwodotsthreebeats,and
onewiththreedotsfourbeats.Otherannota-
tions,小 and一,apparentlydealwiththeuseof
theplectrum,andperhapswhatmaybethe
beginningsoftheuseofthearpeggiotechnique
onsomeofthetones.Thequestionsofwhattheseannotationssignifyinconcreteterms,andof
whoaddedthem tothenotation,wilrequirefurtheranalysisandtracingofperformance
lineages,butfacedwiththeneedtodecidethelengthoftheserestsfortheliveperformanceof
ourreconstructions,Idecidedtoadopttheadviceofthis(atpresentunidentified)annotator.
Formalandmodalcharacteristicsofthetuningpiecesandmodalpreludes
Someremarksareinorderregardingtheformalandmodalcharacteristicsofthetuning
piecesandmodalpreludes,asrevealedthroughanalysisofthenotationtodate.Ofthetotalof
45piecesinScrol2ofSangoyoroku,thereare24tuningpieces(Nos.01to07,15to20,30to35,39,
40,and42to44).TheJapanesenameofthisclassofpieces,kakiawase,ismadeupoftwoelements.
・Kaki・comesfromtheverb・kaku,・meaning・tostrike(thestrings).・・Awase・comesfromtheverb
・awasu,・modernform・awaseru,・meaning・bringtogether.・Theexpressionasawhole,then,means
somethinglike・strikethestringstogether.・Thisexpressionencapsulatesneatlythemusical
natureofthetuningpieces:substantialsectionsofthem involvetherepeated,andapparently
rhythmicalyaccented,strikingofthesamepitchondifferentstrings,eithertogetherorinturn.
Therepeatedpitchiseitherthetonic(firstdegree)ordominant(fifthdegree)ofthemode.In
tuningssuchasOshikichowhereoneofthesepitchescannotbeplayedinunisononneighbouring
strings,unisonfiguresarereplacedbyfigureswithoctaveleaps.
Intermsoftheirmodalcharacteristics,thetuningpiecespresentadistinctivereinterpreta-
tionofChinesemodalpractice.AsrecordedinAppendix1,tuningpiecesintuningsforplaying
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・Kyusen・
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dorianmodesaccordingtoChinesepractice―FukojoandOshikicho―retaintheirdorianmodal
characteristics;thesearemodesthatcametobeknowninJapanasritsu(・minor・)modes.In
strongcontrast,thetuningpiecesinoneofthetuningsforplayingmixolydianmodesaccording
toChinesepractice,namelyHen-pukojo,arestronglylydianinnature.Thisclearlyreflectsthe
Japanese・lydianization・ofthemixolydianmodesthathadoccurredinthestringpartsbythe
mid-eleventhcenturyatthelatest(Nelson2012b:(46).
Theperformancepracticeofthemodalpreludes,however,appearstohavebeenmore
conservative.Modalpreludesinthetuningsfordorianmodes(Nos.08to14,36and38)again
retaintheirdoriannature,butthelydianizationofHen-pukojostronglyexpressedinthetuning
piecesisnottobeobservedinthemodalpreludes.Two(Nos.21and22)retaintheiroriginal
mixolydiannature,fourothers(Nos.23to26)demonstrateafluctuationbetweenmixolydianand
lydian,whilethetwo・secretpieces・inthistuning(Nos.27and28)begininmixolydianonG(or
A)andmodulateintheirsecondhalvestodorianonE(orF#).7 No.29,anextremelyshortmodal
preludeinthistuning,isdorianincharacterfrombeginningtoend,ineffectusingaryo(lydian
ormixolydian)tuningtoplayaritsu(dorian)piece;thetonicanddominantarenotavailableon
anyoftheopenstrings.8Intermsoftheirformalcharacteristics,therepetitionofcertainphrases,
creatingamotivicconsistency,canusualybeobservedineachmodalprelude.Furtherdetailed
analysisofeachpiecemustwaitanotheropportunity.
Afinaltopicforconsiderationisthatoftempo,certainlyoneofthemostimportantelements
intheevocationofthe・mood・or・atmosphere・ofapiece.Asnotedabove,itseemsclearthatthe
extremelyslowtempoofmoderntogakuperformancepracticewouldbeimpracticalinsolobiwa
performance,andafastertempoistheonlyviablealternative.Thequestionisoneofdegree.Of
courseitisunreasonabletoexpectconcrete,quantifiabledetailsabouttempoincontemporary
records,whethercolectionsofnotationsormusictreatises,butwearefortunatetohavean
interestingcommentonthetempoofthe・secretpieces,・againfrom thesourcethatprovedso
instructivewithregardtothebasicperformancetechnique,namelyKokinkyoroku.
『胡琴教録』上より （一六）手
又云はく、「楊真操、石上流泉、大略同じ程にこれを弾く。上原石上流泉そこぶる速くこれを弾く」
と。 （諸本に基づく筆者の校訂）
Kokinkyoroku,Vol.1 16.Modalpreludes:
He[theMaster]alsosays,・YouplayYoshinsoandSekijoryusenataboutthesametempo.
YouplayJogensekijoryusenveryquickly.・
(Translationofunpublishedtexteditedbyauthor)
HereIhavetranslatedtheJapaneseadverbsukoburuinthesecondsentenceas・very,・modifying
theadverbhayaku,・quickly.・Theremaybeaproblemhere,sincewhilesukoburuisgeneralyused
withthismeaninginmodernJapanese,inancientJapaneseitwasalsousedinaweakerormore
ambiguoussense,somewhatlikeBritishEnglish・rather.・Duringtheperiodofmycolaboration
withthebiwaplayerNAKAMURAKahoru,Ihavegradualyconvincedherthataquickertempois
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possible:ourinitialrecordingofFebruary2013(CDissuedwithNelson2013)madesubstantialuse
ofthetraditionalarpeggiotechnique,andwasplayedatthetempoof56bpm;ourlatestrecording
(March2018,asyetunpublished)eliminatesthearpeggiotechniqueentirely,andisplayedat96
bpm.Thisrepresentsanincreaseintempoofabout70percent,orfromlentotoandantemoderato.
Inourlatestrecording,thetemposofYoshinsoandSekijoryusenare65and54bpmrespectively.
Clearlyworkisstilnecessaryonthisveryimportantelementofperformance,whetherliveor
recorded,ifwearetoobserveAriyasu・sadmonitiontoplaythesetwoworksataboutthesame
tempo.
FromsometimecomparativelylateintheHeianperiod,probablytheeleventhcentury,aset
ofspecial・secretpieces・forthelutebiwacametobeknownasthe・threepieces・(sankyoku三曲).
Narrativelegendsgrewaroundthem,whichheld―despitealackofanyconcreteevidence―that
theyhadbeentransmittedfrom theChineselutemasterLianChengwu廉承武 (Jp.Ren
Shobu)totheJapanesemusicianFujiwaranoSadatoshi藤原貞敏(80767),whotraveledtoChina
onthelastmissiontotheTangin83839.Thethreepiecesgeneralycitedinthisconnectionare
Ryusen流泉,Takuboku啄木,and(Daijohakushi)Yoshinso(太［大］常博士)楊真操;thefirsttwo
oftencombinetoformatermthatstandsforthe・secretpieces・inworksofclassicalliterature.9
Animportantyetrarelyacknowledgedpoint,however,isthatRyusenexistsintwoforms:
Sekijoryusen石上流泉 andJogensekijoryusen上原石上流泉,whichmeansthattherearefourof
the・threepieces.・ThesecondRyusen(showninTransnotation1above)appearstobeashorter
arrangementofthefirst,withseveralpartsofthemelodyshiftedupanoctavetothefourth,or
highest-pitched,stringoftheinstrument.Thejogenofthepiece・stitle,writtenwiththecharac-
ters・upperplain・(meaningperhaps・heaven・),maybeapunonanalternativenameforthisstring,
namelyjogen上絃.Thispieceappearsforthefirsttimeinnotationinthecolectioninthehand
ofMinamotonoTsunenobu(101697),andwhileIamunabletoprovideconclusiveevidenceat
thispoint,Isuspectthatitmay havebeen created asan arrangementoftheearlier
Sekijoryusen,perhapswithintheKatsuraschoolofbiwaplaying.Thisschooltakesitsname
fromoneofTsunenobu・sappelations,KatsuraNagon桂納言,orthe・KatsuraMinister.・
Intime,anotherbodyofnarrativetalesdevelopedinordertheexplaintheoriginofthis
secondRyusen,involvingthespiritoftheChinesemusicianvisitingaJapaneseprinceoremperor
inordertotransmittheversionthathehadforgottentopassontoSadatoshi.HereIwouldlike
toproposethatthisnarrativetraditiongrewoutofwhatislikelyaliteraryfictionthatappears
inTheTaleofGenji,soonafterthescenediscussedabove.NiouisstilconversingwithNakano
Kimi(underliningadded).
菊の、まだよくもうつろひはてで、わざとつくろひたてさせたまへるは、なかなかおそきに、いか
なる一本
ひともと
にかあらむ、いと見どころありてうつろひたるを、とりわけて折らせたまひて、匂宮「花
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Birthofanewnarrativetraditionabouttheoriginofthe・secretpiece・Jogen
sekijoryusen
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の中に偏
ひとへ
に」と誦
ず
じたまひて、匂宮「なにがしの皇
み
子
こ
の、この花めでたる夕
ゆふべ
ぞかし、いにしへ天
人の翔
かけ
りて、琵
び
琶
は
の手教へけるは。何ごとも浅くなりにたる世はものうしや」とて、御琴
こと
さし置き
たまふを、口惜しと思して、中の君「心こそ浅くもあらめ、昔を伝へたらむことさへは、などてかさ
しも」とて、おぼつかなき手などをゆかしげに思したれば、匂宮「さらば、ひとりごとはさうざう
しきに、さし答
いら
へしたまへかし」とて、人召して、箏
さう
の御琴
こと
とり寄せさせて、弾
ひ
かせたてまつりた
まへど、中の君「昔こそまねぶ人もものしたまひしか、はかばかしく弾きもとめずなりにしものを」
とつつましげにて手もふれたまはねば、
新編日本古典文学全集『源氏物語』「宿木」5:46667（小学館、1997）
Thechrysanthemumshadnotyetproperlyturnedcolor,beingslowtodosodespiteal
thecarehehadthemgiven,butithappenedthatoneafteralwasbeautifulytransformed,
andhehaditpicked.・Notaloneamongtheflowers,・91hehummed,andthenwentontosay,
・Oneevening,youknow,alongtimeago,anEmperor・ssonwasenjoyingflowerslikethis
one,andanangelcamedownandtaughthimsomebiwamusic.92 Ah,itisasadworld,now
thateverythingissoshalow!・
・Heartsareshalow,yes,・sherejoined,・butsurelynotwhathascomedowntousfrom
thepast!・Shelongedtohearmusicshedidnotknow.
・Butthereisnothingamusingaboutplayingalone.Doaccompanyme!・
Hehadbroughtherasonokoto.
・OnceIhadsomeonegivemelessons,butIneverlearnedtoplayanythingproperly,・she
protestedmodestly.Shewouldnottouchit.
91.From aChinesecoupletbyYuanZhen(778831),Wakanroeishu267:・ItisnotthatIlovethe
chrysanthemumaloneamongflowers,buttherearenomoreblossomsafterithasbloomed.・
92.ThiswassaidtohavehappenedtoMinamotonoTakaakira(91482),asonofEmperorDaigo.The
angelfirstexplainedtoTakaakirathetruemeaningofYuanZhen・scouplet.
Tyler,Royal,trans.TheTaleofGenji.VikingPenguin,2001.Pp.96061.
Tyler・snotementionsthatMinamotonoTakaakira,oneofEmperorDaigo・ssons,issaidto
havebeentaughtapieceofbiwamusicbyanangel,butthatisonlyonefacetofthenarrative
tradition.HereIwouldliketociteversionsofthestoryinthreesourcesthatare,tomyknowl-
edge,theoldestsurvivingsourcesthatrecordit.Altranslationsaremyown.
Whatmaybetheoldestform ofthestoryispreservedinYoshinoKissui-ingakusho
(・MusictreatiseofKissui-ininYoshino・),ananonymoussingle-volumeaboutvariousaspectsof
thecourtmusictradition,compiledbyeither1179(withlaterinterpolations)or1239.
『吉野吉水院楽書』より
西宮左大臣。〔高明。延喜御子。〕康保四年八月十五夜ノクマナカリケルニ。夏ノ直衣ニテ水牛角ノ
撥ニテ琵琶ヲ弾給ヘルニ。前ナル童女ウチアオヒデ云ク。大唐ノ琵琶ノ博士廉承武ト云霊ノ只今罷
リトホルナリ。君ノ今琵琶ヲ弾玉フヲ感ズルニヨリテ所参ナリ。承和ノ遣唐使掃部頭貞敏ニ琵琶
ヲ授クトイヘドモ。イマダ曲ヲ教ヘザル事多。上玄石上流泉ト云此曲ヲサヅケ奉ント思テ授之畢。
（続群書類従本、479頁）
Onamoonlitevening,onthefifteenthdayoftheeighthmonthofKoho4[967],Western-
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PalaceMinisteroftheLeft(Takaakira,sonoftheEngiEmperor,Daigo)wasdressedina
summerrobeandplayingthebiwawithawater-buffalo-hornplectrum whenayounggirl
sittingclosebythrewherheadbackandsaid,・IamthespiritofLianChengwu,themaster
luteplayeroftheGreatTang.Icamebecauseyourplayingattractedme.ItaughtSadatoshi,
amemberoftheJowamissiontotheTang,butthereweremanypiecesthatIfailedtopass
ontohim.IwouldliketoteachyouJogensekijoryusen［・FlowingSpringontheRocksof
Heaven・］.・HethentransmittedthepiecetoTakaakira.
Onthenightoftheharvestmoon,TakaakiraisvisitedbythespiritoftheChinesemusicianLian
Chengwu,Sadatoshi・steacher,whotakespossessionofagirl(amedium?)sittinginhispresence.
Thespiritexplainshimself(inperfectancientJapanese!)andtransmitstoTakaakiraapiecethat
hehadnottaughtSadatoshi.
MynextsourceisKojidan,asix-volumecolectionofsetsuwa(historicaltales),attributedto
MinamotonoAkikane(11601215)andthereforethoughttohavebeencompletedby1215.The
sixthvolumeincludestalesconcerningfamousresidencesandtheperformingarts.Herethebiwa
playerisTakaakira・smorefamousbrother,EmperorMurakami.Theinstrumentbeingplayed
gainsaprestigiousname,Genjo,withthespiritaddingthatitwasoneoftwoinstrumentsthathe
hadgiventoSadatoshitotakebacktoJapan.
『古事談』第六「亭宅諸道」より
村上天皇弾玄上廉承武聴聞事
村上聖主明月之夜。於清涼殿昼御座。玄上ヲ水牛角之撥ニテ引澄シテ。只一所御坐ケルニ。如
影之者自空飛参テ。孫庇ニ居ケレバ。彼ハ何者ゾト令問給之処。申云。大唐琵琶博士廉承武ニ候。
只今此虚ヲ罷通事候ツルガ。御琵琶ノ撥オトノイミジサニ所参入也。恐クハ昔貞敏ニ授貽曲之侍
ヲ。欲奉授云々。聖主有叡感之気。御琵琶ヲ令差置給タリケレバ。カキナラシテ。是ハ廉承
武之琵琶ニ候。貞敏ニ二給候之内ニ候ト申ケリ。終夜御談話アリテ。上玄石上曲ヲバ奉授云々。
（後略） （国史大系本、118頁）
HowEmperorMurakamiplayedGenjoandcommunicatedwithLianChengwu.
Onebrightmoonlitnight,EmperorMurakamiwasbyhimself,playingthebiwaGenjo
withawater-buffalo-hornplectruminthedaytimechamberoftheSeiryoden(ImperialResi-
dence).Ashadowyfigureflewbyandsatontheverandaoutside.TheEmperoraskedwho
itwas,anditreplied,・Iam LianChengwu,masterluteplayeroftheGreatTang.Iwas
passingby,andIwasattractedbythebeautifulsoundofyourplaying.Iwouldliketoteach
youapiecethatIdidnotpassontoSadatoshi.・TheEmperorwasdelightedandputthe
instrumentdown.Thespiritsoundedit,andsaid,・Thiswasoncemyinstrument.Itwasone
oftwothatIgavetoSadatoshi.・TheEmperorspentthenightconversingwiththespirit,and
wastransmittedthepieceJogensekijo(・OntheRocksofHeaven・)...
Thenextsourcepresentsbothversions,commentingthatitseemsunlikelythatthespiritof
theChinesemusicianshouldhavevisitedtwodifferentpeoplewiththesamepurposeinmind!I
文学部紀要 第77号28
Reconstructingsolopiecesforbiwa(lute)ofeighthtothirteenth-centuryJapan
findtheunknowncompiler・sscepticismrefreshing.Jikkinsho,alsoreadJikkunsho,isathree-book
setsuwacolectioncompletedin1252orthereabouts.
『十訓抄』第十「可庶幾才能事」より
廉承武霊奉授琵琶秘曲于村上天皇事・高明弾琵琶時廉承武霊来事
村上帝月あかき夜。清涼殿のひの御座にて。水牛の角の撥にて玄象を引きすまして。たゞ一所おは
しましけるに。影のごとくなる者空より飛参て。孫廂に居たりければ。何者ぞと問せ給けるに。大
唐の琵琶の博士。あざな劉次郎廉承武に侍る。只今此空を過侍つるが。御琵琶の撥音のいみじさに
参る所也。おそらくは貞敏に授残しゝ曲の侍るを授奉らんと申。聖主叡感の気おはしまして。御琵
琶を指つかはし給たれば。かきならして。是は廉承武が琵琶に侍る。貞敏にふたつたび候し秘事の
内に侍ると申けり。終夜御話談有て。上玄石上の曲を授奉りけり。抑西宮左大臣
高 明
月の夜琵琶を引給
ひけるに。廉承武が霊来て。小女に付て秘事を授るよし申伝たり。彼霊二たび来れるかおぼつかな
し。（後略） （国史大系本、152頁）
HowthespiritofLianChengwutransmittedasecretbiwapiecetoEmperorMurakami,
andLianChengwu・sspiritappearedwhenTakaakirawasplayingthebiwa.
Onebrightmoonlitnight,EmperorMurakamiwasbyhimself,playingtheluteGenjo
withawater-buffalo-hornplectruminthedaytimechamberoftheSeiryoden(ImperialResi-
dence).Ashadowyfigureflewbyandsatontheverandaoutside.TheEmperoraskedwho
itwas,anditreplied,・IamLianChengwu,alsoknownasLiuErlang,masterluteplayerof
theGreatTang.Iwaspassingby,andIwasattractedbythebeautifulsoundofyourplaying.
IwouldliketoteachyouapiecethatIdidnotpassontoSadatoshi.・TheEmperorwas
delightedandpassedtheinstrumenttohim.Hesoundedit,andsaid,・Thiswasoncemy
instrument.ItwasoneoftwothatIgavetoSadatoshi.・TheEmperorspentthenightcon-
versingwiththespirit,andwastransmittedthepieceJogensekijo(・OntheRocksof
Heaven・).Once,theysay,thespiritofLianChengwupossessedagirlwhowaswiththe
Western-PalaceMinisteroftheLeft,Takaakira,whenhewasplayingthebiwa,andpasseda
secretpieceontohim.Itseemsunlikelythatthespiritshouldhaveappearedtwice...
Sufficeittosaythatthisnarrativetradition,withtheangelbecomingthespiritoftheChi-
neselutemasterandtransmittingthepiecetoeitherMinamotonoTakaakira(bornaprincebut
madeacommoner,likeHikaruGenjiofGenjimonogatari)orhisbrotherEmperorMurakami,grew
veryspecificindetailasitwaspasseddown.Butweshouldnotethatthisisaphenomenonof
thethirteenthcenturyandlater,andremainscepticalaboutanyoftheirclaimsconcerningthe
・secretpieces,・specialinstruments,andtheirlinkstohistoricalpersonages.Traditionsnewly
createdatthistime,sometimesbasedlooselyonfragmentsofhistoricalreality,areoftencitedas
historicalfactindictionariesandencyclopedias,andrepeateduncriticaly,withoutthescepticism
evincedbytheunknownthirteenth-centurycompilerofJikkinsho.
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Inconclusion:Furtherquestionsforcontinuingresearch
InthisreportIhaveonlyscratchedthesurfaceoftheissueofchangesinthemodalcharac-
teristicsofthebiwa・ssolorepertoire.AsdetailedinAppendix2,versionsofthesamemodal
preludecanbefoundincolectionsofnotationdatingfromtheeighthcenturyonwards,anda
nextstepwilbetoidentifyshiftsinmodalusageinthesepieces.Ipointedoutthatmodalusage
intuningpiecesintheHen-pukojotuningreflectsFujiwaranoMoronaga・sandhiscontempora-
ries・understandingofmodalstructure,whichrepresentsathoroughrevisionofChinesetheory,
consistentinitsowntermsbutalsothesourceofnever-endingconfusionregardingmodeand
scaletypes,andrelative-pitchnames(seeNelson2012b).Whilethemodalusageinthistuning,
withitsthoroughlydianizationofaoriginalymixolydianmode,isfarremovedfromwhatwe
imagineitwouldhavebeenlikeatitsTangChinesesource,themusicallanguage―repeated
figuresstrikingeitherthetonicordominanteithertogetherorinsuccession―issharedwiththe
tuningpiecesoftheothertunings.Thistelsusthatthetuningpieceswerealivingtradition,
whichchangedastheunderstandingoftheperformerschanged.Itmaybedifficulttomeasure
changewithinthistradition,however,sincetherearenosubstantialrecordsofitpredatingSango
yoroku.
Theproblemoftheconflictbetweenmodenamesandtuningnamesneedsfurtherattention,
perhapsbasedonthepremisethatthetuningsofthebiwawereloweredbyafourthorsosoon
aftertheirtransmissiontoJapan.Thismayhaveoccurredastheperformancepracticeofthe
five-stringedbiwadiedout,andthefour-stringedbiwatuningswereloweredfrom thetenor
rangetothebassrange,inordertocoverthelowertessiturathatthefive-stringedversionhad
covered.Itmayalsohavehadsomethingtodowiththequalityofthesilkstringsthatcouldbe
madeinJapan,andwhethertheymatchedthequalityavailableinChina.Inanycase,anexperi-
mentalraisingofMoronaga・stuningsbyafourthmaytakeusclosertoChinesepractice,produc-
ingaschemeinwhichthebiwatuningnamesmatchthemodenames,sothat,forexample,music
playedonthebiwaOshikichotuningproducesmusicintheoshikimode.Thisisatopic,however,
thatrequiresfulertreatmentinaseparatepaper.
ThisresearchwassupportedbytheJSPSKAKENHIprogram(GrantNumber26370112).Thearticle
itselfisanexpandedversionofapaperdeliveredbyNelsonataroundtableentitled・Reappraisingtheearly
historyofgagakuandshomyo:ReceptionandadaptationofmusicfromtheAsianmainlandinancientand
medievalJapan・atIMSTokyo2017(March22,TokyoUniversityoftheArts[TokyoGeijutsuDaigaku]).
LivedemonstrationwasprovidedonthatoccasionbythebiwaplayerNAKAMURAKahoru.
本研究は，JSPS科学研究費26370112（基盤研究C「琵琶古楽譜の独奏曲 失われた演奏伝承の「再生」に
向けて」）の研究成果を含む。
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Appendix1:RepertoireoftuningpiecesandmodalpreludesinScroll2ofSangoyoroku,and
theirmodalcharacteristics
Sangoyoroku(Scrol2)
『三五要録』巻第二 調子品下
Notesonmode(scale/phrasefinals)
調性に関するノート（音階 /各句の終始音）
◆ BiwatuningFukojo風香調Acea/Bdf#b(scaleanalysisbasedontheformer)
01Kakiawase
撥合
Scale:Acdef#gabc' dorian
Phrasefinals:e,e,c,a,a
02Matahiku(anotherversion)
又弾
Scale:Acdef#gabc' dorian
Phrasefinals:e,e,c,a|e,c,a,a
03Matahiku(anotherversion)
又弾
Scale:Aegabc'
Phrasefinals:e,a,a
04Matahiku(anotherversion)
又弾
Scale:ABcdega
Phrasefinals:e,c,a,a
05ThesameKakiawase
同撥合
Scale:Acdegabc'
Phrasefinals:e,c,a,a
06Matahiku(anotherversion;KATSURA)
又弾 依為桂説不及授人
Scale:Acdef#gabc' dorian
Phrasefinals:e,c,a,a
07Matahiku(anotherversion;KATSURA)
又弾 桂説也仍不授之
Scale:Acdef#gabc' dorian
Phrasefinals:e,c,a,a
08Ichi-no-teKyusen
一手 丘泉
Scale:ABcdef#gabc' dorian
Phrasefinals:c,e,c|a,c,e,c|a
09Ni-no-teKyusen
二手 丘泉
Scale:ABcdef#gabc'd dorian
Phrasefinals:a,e,a,e,a,a,a,a,b,a
10San-no-teChintaijo(KATSURA;caledKyusenin
Nangu[biwa]-fu)
三手 陳太娘
南宮譜云丘泉 桂説也仍不及授人
Scale:ABcdef#gabc' dorian
Phrasefinals:a,e,a,a,a,a,a,g,e,c,a
11Shi-no-teHakuryokusho
四手 白力相
Scale:ABcdef#gabc' dorian
Phrasefinals:a,c,e,a,a,a,e,(c,)a
12Shi-no-teSeicho
四手 生超
Scale:Acdegabc'
Phrasefinals:a,a,c,a,a
13Thesamete(caled・smalte・inNISHIscores;
caled・smalchoshi・intheoraltradition)
同手 西譜云小手又口伝云小調子
Scale:Acdegabc'
Phrasefinals:a,a,e,c,a,a
14★ TaijohakushiYoshinso
大常博士楊真操
Scale:ABcdef#gabc'd' dorian
Phrasefinals:e,a,e,e,a,a,a,a,e,e,a
◆ BiwatuningHen-pukojo返風香調 GAdg/ABea(scaleanalysisbasedontheformer)
15Kakiawase
撥合
Scale:GABc#def#gab lydian
Phrasefinals:d,d,g,d,a,d,g,g,g
16Matahiku(anotherversion)
又弾
Scale:GABc#def#gab lydian
Phrasefinals:d,d,g,d,a,d,g,g,g
17Matahiku(anotherversion)
又弾
Scale:GABc#def#gab lydian
Phrasefinals:d,d,g,d,a,d,g,g,g
18Matahiku(anotherversion)・secretversion・
inNISHIscores
又弾 西譜云秘説
Scale:GABc#def#gab lydian
Phrasefinals:d,d,g,d,a,d,g,g,g
19Matahiku(anotherversion;caled・smal
kakiawase・inNISHIscores;[Minamotono]
Nobuakirafavoredplayingit)
又弾 西譜云小撥合信明好弾此撥合
Scale:GABc#degab
Phrasefinals:d,g,g,g
20Matahiku(anotherversion)
又弾
Scale:GABc#def#gab lydian
Phrasefinals:d,d,g,d,a,d,g,g,g
21Ichi-no-teKyusen(alsocaledKyujiro)
一手 丘泉 一説丘次郎
Scale:GABcdefgabc' mixolydian
Phrasefinals:d,g,(f,)g,g|g,g
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22Thesamete
同手 師説
Scale:GABcdefgab mixolydian
Phrasefinals:d,g,f,g,f,g|g,g
23Ni-no-teKyusen
二手 丘泉
Scale:GABcc#deff#gabc' fluctuating
Phrasefinals:d,g,g,d,da,d,g,a,d,b,d,g,a,g,g,g,a,g
24San-no-teBankaso
三手 番宗
Scale:GABcdeff#gabc' fluctuating
Phrasefinals:a,g,f,a,g,d,f,a,g,f,g
25Matahiku(anotherversion)
又弾
Scale:GABc#defgabc' fluctuating
Phrasefinals:b,g,a,f,g,b,g,b,g
26Shi-no-teHakuryokusho
四手 白力相
Scale:GABcc#deff#gab fluctuating
Phrasefinals:g,g,g,d,g,d,g,e,b,g,g,g
27★ Sekijoryusen
石上流泉
Scale:GABdef#gab modulationtoadifferentmode
Phrasefinals:b,g,d,g,d,g,d,g,d,g,d,e,b,e,b,e
28★ Jogensekijoryusen
上原石上流泉
Scale:GBdef#gab modulationtoadifferentmode
Phrasefinals:b,g,d,g,d,g,d,e,b,e
29☆ Shoritsuin(KATSURA)
将律音 （頭注「桂」）
Scale:Bdegab usesaryotuningtoplayritsupiece
Phrasefinals:b,eb
◆ BiwatuningOshikicho黄鍾調 EBea
30Kakiawase
撥合
Scale:EGBef#gbc#'d'
Phrasefinals:b,b,e,eb
31Matahiku(anotherversion)
又弾
Scale:EGBc#def#gbd'
Phrasefinals:b,e,b,e,eb
32Matahiku(anotherversion)
又弾
Scale:EGBef#gbc#'d'
Phrasefinals:b,b,e,eb
33Matahiku(anotherversion)
又弾
Scale:EGBc#def#gabd' dorian
Phrasefinals:b,b,e|b,b,e,eb
34Matahiku(anotherversion)
又弾
Scale:EBc#def#gab dorian
Phrasefinals:b,b,b,e,eb
35Matahiku(anotherversion;KATSURA)
又弾 （頭注「桂」）
Scale:GBc#def#gg#abc#'d' ornamenteddorian
Phrasefinals:b,e,b,eb
36Ichi-no-te
一手
Scale:GBc#def#gabc#'d' dorian
Phrasefinals:g,eb|b,c#,eb
37Ni-no-te
二手
Scale:EGBdef#gg#abc#'d' modulationtoadifferentkey
Phrasefinals:g,g,eb|b,g,eb|b,g,a,e,e,eb
38Matahiku(anotherversion)
又弾
Scale:Bc#def#gabc#'d' dorian
Phrasefinals:g,e,b,e,g,b,d,e
◆ BiwatuningHen-oshikicho返黄鍾調 EBea
39Kakiawase(KATSURA)
撥合 （頭注「桂」）
Scale:ef#g#bc#'
Singlephrasefinal:eb
40Matahiku(anotherversion;caled・netori・)
又弾 号音取
Scale:Eef#g#abc#'
Phrasefinals:e,eb
41TeGojo
手 五娘
Scale:EF#GG#ABc#def#g#abc#'d' mixolydianwithoneG
Phrasefinals:b,e,b,b,g#,a,g#,f#,e,e,d,b,eb
◆ BiwatuningSeicho清調 Beeb/F#BBf#(scaleanalysisbasedontheformer)
42Kakiawase
撥合
Scale:Bef#gabc#'d'e' dorian
Phrasefinals:b,e,b,e,eb
◆ BiwatuningSojo双調 Adea
43Kakiawase
撥合
Scale:Adef#g#abc#'d' lydian
Phrasefinals:a,a,d,a,d,d
◆ BiwatuningHyojo平調 F#Bea
44Kakiawase
撥合
Scale:F#Bc#df#g#ab dorian
Phrasefinals:f#,b,b
◆ BiwatuningTakubokucho啄木調 GGdgorAAea(scaleanalysisbasedontheformer)
45★ [Takuboku]
（無題，啄木）
Scale:GAB♭def#gabc' ionianwith・blue・noteinlowregister
Phrasefinals:g,g,g,g,g,g,g
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Appendix2:CorrespondenceofmodalpreludesinTenpyobiwafu,Nangubiwafu,Minamoto
noTsunenobuhitsubiwafu,andSangoyoroku
Modalpreludeswithsimilarcontentarealignedhorizontaly;theoveralorderissettothatgiveninSango
yoroku.Circlednumeralsattheheadofthetitlesofmodalpreludesintheothersourcesindicatetheorder
inwhichtheyarefoundinthatparticularsource.Thetitlesofthe・secretpieces・areshowninboxes.
Tuning
Tenpyo
biwa-fu
『天平琵琶譜』
Nangubiwa-fu
『南宮琵琶譜』
Minamotono
Tsunenobu-hitsu
biwa-fu
『源経信筆琵琶譜』
Sangoyoroku(Scrol2)
『三五要録』巻第二 調子品下
Fukojo
風香調
① 風香調 丘泉一手 ⑫ 風香調 一手 08 一手 丘泉
② 同調 丘泉二手 ⑪ 二手 09 二手 丘泉
③ 同調 丘泉三手 ⑬ 三手 10 三手 陳太娘 南宮譜云丘泉 桂説
④ 同調 白力相手
⑭ 四手 11 四手 白力相
⑩ 風香調 一手 12 四手 生超
四手譜所注也
13 同手 西譜云小手 又口伝云小調子
14 大常博士楊真操
Hen-pukojo
返風香調
⑤ 返風香調 丘泉一手 ① 返風香調 一手 21 一手 丘泉 一説丘次郎
22 同手 師説
⑥ 同調 丘泉二手 ② 二手 23 二手 丘泉
⑦ 同調 ⑤ 五手 24 三手 番宗
③ 三手 25 又弾
⑧ 同調 ④ 四手 26 四手 白力相
27 石上流泉
⑥ 上原石上流泉 28 上原石上流泉
29 将律音 （頭注「桂」）
Oshikicho
黄鍾調
⑨ 黄鍾調 律音 ⑦ 黄鍾調 一手 36 一手
調（尾欠） ⑩ 同調 律音 ⑧ 二手 37 二手
38 又弾
⑬ 黄鍾調 手弾
⑭ 同調 手弾
Hen-oshikicho
返黄鍾調
⑪ 同調 呂音 ⑨ 返黄鍾調 41 手 五娘
⑫ 同調 呂音
Takubokucho
啄木調
45［啄木］
文学部紀要 第77号36
8～13世紀の日本における琵琶独奏曲の復元をめぐって
スティーヴン・G・ネルソン
要 旨
日本には、奈良時代（8世紀）から鎌倉時代（13世紀）にかけて成立した琵琶の古楽譜には多くの独
奏曲がある。これらの独奏曲は2種類ある。すなわち調絃を確かめるための短い「撥 合
かきあわせ
」（「緒合
おあわせ
」「絃
合」とも）及び音楽的により豊かな内容を持つ「手」（「秘手」「調」「調子」とも）である。後者には、
12～13世紀の琵琶の伝承の中で特に重んじられた「秘曲」、すなわち日本の説話文学などでも有名な
流泉（石上流泉・上原石上流泉の2曲）、啄木、及び 太常博士楊真操も含まれている。な
お、現行の日本雅楽の演奏伝承では琵琶の独奏曲は演奏されておらず、ごく一部を除きその伝承は断絶
してしまったと断定してよい。
著者は、これらの琵琶独奏曲の全貌を明らかにするための研究プロジェクトを数年前から進めている
が、本稿は主に次の3点について論じる。
1．「撥合」と「手」の形式的特徴。
「撥合」には同音反復を含むフレーズが多く、その特徴が「撥合」という名称の由来に関わるで
あろう。一方、「手」には多くの場合、旋律の反復とそれによる展開が見られる。
2．「撥合」と「手」における調性。
「撥合」には日本化した調理論による音階が用いられるのに対して、「手」には唐の調理論に忠実
な曲と、転調・転均により調性が揺れる曲とがある。
3．基本奏法やテンポの問題。
13世紀初頭成立の琵琶師伝集『胡琴教録』（著者不詳）、楽書『知国秘鈔』（藤原孝道［1166
1237］著）及び楽譜『三五中録』（孝道の息子、藤原孝時［1189/901266］）における注記を読
み合わせることによって、これらの点についてある程度類推が可能で、復元試演の実証性を上げる
ことができる。
また、古典文学における具体例として『源氏物語』「宿木」巻の一場面を取り上げ、1．琵琶独奏曲の
伝承の断絶、および調絃名と調子名との混同のため、誤った解釈が横行していること、2．登場人物の
自発的な発言が発端となって、後世に琵琶の秘曲伝授に関わる説話（『吉野吉水院楽書』、『古事談』、
『十訓抄』等）が発生していった可能性があることについても言及している。
